and its ex-colonies, and between those who see themselves as historically French and those whose origins are in the countries colonized by the French, is founded on a structure of extreme Otherness. Within this order, the French relationship with Algeria, and with the postcolonial presence of Algerians in France, has a particular complexity not least because between 1848 and 1962, when the Algerians won the eight-year War of Independence, Algeria was incorporated into France rather than being governed as a colony.
Algeria was invaded by the French in 1830. That part which was already conquered became a part of France in 1848 after the instauration of the Second Republic. However, during the time that Algeria was included in France, the Algerians were not granted citizenship. Rather, they remained subjects of the republic, unable to vote, but forced to pay taxes and ruled by the Algeria highlighted the question central to Enlightenment philosophy and exposed in the debates that followed the Declaration of the Rights of Man:
To some, the French 'nation' was a bounded entity. Citizenship applied to people within its borders, and the plantation colonies of the Caribbean were its dependencies not constituent parts of the polity. Slaves could not be citizens. To others, colonial conquest and slavery were violations of the principles of Enlightenment, whether at home or overseas. (Cooper 2009: 83) At bottom the question for the French was, who is a 'man'; and, following from this, to whom should the rights associated with being a 'man' be given. As Frederick Cooper puts it:
Both the insistence on a singular, unitary vision of French republicanism and the exposé of the continued colonial nature of French society rely on two different readings of the last two hundred years of French history. One points to a continuing republican tradition emerging from the French revolution. The other sees a French nation exploiting 'others', from the slaves taken from Africa to the colonies of the West Indies to Africans exploited on their own territory. These two readings are mirror images of one another; they posit a very French France exploiting a very African Africa. (2009: 93) The problem of the distinction between colonizer and colonized was based on a philosophical question that was deeply rooted in the foundations of post-revolutionary French society: are there limits, and if so what are they, to the category of 'man'? Discursively, as Cooper indicates, this question produced a profound division between 'French' and 'Other'. One effect of this way of thinking has been to suppress any discussion, or use, of race as a categorising machine. Erik
Bleich writes that:
Even using the word 'race' in France often makes people shudder. This effect has carried over into the world of scientific inquiry and has eliminated most efforts to use the term (or even the term 'ethnicity') as a variable in studying racism. Moreover, this 'race-neutral" or 'color-blind' approach to the world is frequently presented as deeply embedded in French political culture since at least the Revolution, except, of course, during the catastrophic Vichy era. (2004: 163) The discursive displacement of race has made difficult the development of anti-racist organisations and policies.
When Algerian subjects began to move to France the spatial structure which was a practical consequence of this radicalized division was replicated there. Further, Achille Mbembe, commenting after the riots across France in 2005, notes that:
The Code de l'Indigénat was elaborated to govern the colonies. By its very nature, this was a government of extraordinary powers based on state racism [...] The legal philosophy underlying the Code de l'Indigénat-and its corollary state racism-is now being brought back to metropolitan France. That philosophy is being deployed in the struggle against categories of person in France judged undesirable (illegal immigrants, undocumented aliens, refugees). (2009: 52-53) Indeed, the mode of policing all Africans classed as immigrants, documented or not, approaches that of the Code. Paul A. Silverstein explains that, the French government has responded to the 'crisis' of the cités with increased police intervention, predicating urban renewal on social and political quiescence. Reacting to the growth of 'lawless zones in which the law of the Republic is totally absent', the 1995-1996 plans added 200 plainclothes inspectors to the already expanded suburban security forces to 'penetrate the milieux of delinquency'. In 1999, Socialist Prime Minister Lionel Jospin took these surveillance methods one step further, mobilizing 13,000 additional riot police (CRS) and 17,000 military gendarmes to patrol these same 'sensitive urban zones,' and thus effectively completing the militarization of the French suburbs [banlieues] . (2002: 52) It is in these governmental practices that we can see played out the distinction between 'man' and Other, between citizen and subject.
This means that Beurs are caught up in a fraught postcolonial structure, struggling to find a way to live in their country of birth, in which they are often seen as not properly French, while also looking for ways to relate to the homeland of their parents where, also, they often find themselves rejected. As Gabriele Marranci writes: 'In France beurs are seen as immigrants, even if they often have a French education and nationality. On the contrary, in Algeria they are seen as French or, if worse comes to worse, as "traitors" to Algerian culture' (2000: para. 8).
Marranci expands on this latter point:
The beurs' experiences (in particular for girls) of going back to Algeria-for instance, during the holidays with their parents-are sometimes really traumatic. For example, beur boys are often called by offensive names, such as 'l'émigré', but the beur girls are referred to amjah (lost) and merula (a woman of loose morals).
( 2000a: para. 8) This sense of rejection and homelessness has translated into a determination to be acknowledged as French, albeit as differently French from those who claim a Gallic heritage.
There is a long history of male Algerian migration to France for work. In the years before World War 1 there were around 10,000 Algerians working on the docks, in mines, and in factories. In the years after the war this number swelled to around 80,000. During this period there started the tradition of the spatial segregation of North African immigrants which still continues. By 1962, at the end of the Algerian War of Independence, there were about 350,000
Algerians in France, a figure that had risen to 800,000 two decades later. These industrial workers who underpinned the expansion of Les Trentes Glorieuses were accommodated in the 1950s in bidonvilles, that is shantytowns, on the outskirts of many French cities. Over time these bidonvilles were supplanted by new high-rise blocks of apartments that became characteristic of, were born and raised.
The 1980s saw the rise of the Beurs as a visible movement demanding civil rights and the public acknowledgement of their unique position in French society. Perhaps the best example of this new visibility was the first so-called Marche des Beurs, officially called 'la marche pour l'égalité et contre le racisme' [The March for Equality and Against Racism], which started in Marseille in October and concluded in Paris in early December 1983 with anywhere between 60,000 and 100,000 participants. The Marche des Beurs was conceived as a reaction to the publicity surrounding the first of the banlieue riots, the 'rodeo riots', which took place in 1981 in the banlieue of Les Minguettes on the southern outskirts of Lyon. The rodeo riots were so-called because they involved the stealing and drag-racing of cars which were subsequently incinerated.
Since then, as Anne Sa'adah notes: (2004: 173) This ban had been in place since before the start of World War 2 when its purpose had been to stop Jewish and anti-Nazi refugees from Germany inflaming relations between the two countries.
The abrogation of this ban led to a flowering of support associations among Beurs and, indeed, enabled the organisation of the Marche des Beurs. Overall, the Mitterrand changes made Beurs more certain of their presence by, for example, stopping the expulsion of non-citizens born in metropolitan France. There has, though, been a retreat from the moves made by the Mitterrand government towards multiculturalism. Silverstein notes that:
France has to a great extent maintained an assimilationist approach in its immigration policies. 
Rachid Taha and the Postcolonial Experience
Typically of Beurs, Rachid Taha describes himself as both French and Algerian:
'Speaking on British television in 2005 the singer tried to convey the complexities of his personal identity by explaining that although he will be Algerian to the end of his days, on a dayto-day level he is French' (Evans & Phillips 2008: 26 (Young 1995) . Dina Sherzer writes that:
Métissage is a term invented during the colonial period, as mixed-blood children were born from relationships between French men and Asiatic, African and North African women in the colonies.
It had negative connotations, implying miscegenation, mongrelization and impurity. (1998: 105) The fear, which has returned-if it ever went away-is that hybrid relationships will dilute the racial stock, and the presence of numbers of people from the post-colonies will debase the cultural capital of the French republic.
However, and here we come to the key element in Taha's work, from the perspective of the minority and the subaltern, métissage is important in overturning the power of the colonizer based in the binary structure of colonizer/colonized. As Homi Bhabha explains: 'The social articulation of difference, from the minority perspective, is a complex, on-going negotiation that seeks to authorize cultural hybridities that emerge in moments of historical transformation' (1994: 3). The authorization, and indeed legitimation, of cultural hybridities, of métissage, undermines the binary integrity on which the power of the colonizer rests. Bhabha goes on to remark that:
The 'right' to signify from the periphery of authorized power and privilege does not depend on the persistence of tradition, it is resourced by the power of tradition to be reinscribed through the conditions of contingency and contradictoriness that attend upon the lives of those who are 'in the minority '. (1994: 3) As we shall see, this describes well how we may understand Taha's corpus. Taha's work acknowledges the differences between Algerian and French cultures while also finding ways to merge them productively. In doing so, Taha makes a statement about the worth of Algerian culture in relation to French culture and, in mixing the two, threatens the purity of French culture. It is this transformation which makes traditionalists like Le Pen most anxious.
In his autobiography Taha tells us that he was born in Oran but was brought up in Sig, a village fifty-four kilometres from the city, until the family moved back to Oran. Taha Alsace and then for a short while in Lépanges-sur-Vologne in the Vosges. In France, at school, the colonial experience continued, Taha was subjected to racist taunts.
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By the time the family moved to Lyon around 1981. There, it seems, they lived in Les Minguettes (Taha et al 1987) , where, we should remember, the rodeo riots took place in that same year. Taha 
'Rhorhomanie'
Abdel-Jaouad argues that:
An examination of Carte de Séjour's early songs reveals their depth of commitment in addressing concerns and sensibilities rarely engaged by mainstream musicians. They cast their biting social commentaries and serious issues in playful, ironic and sarcastic language, as best illustrated in their album Rhorhomanie.
( 2010: 129) At the same time we need to acknowledge Taha's assertion that Carte de Séjour was not a group with a cause; they did not make politically driven music. Historically, Sabir was a lingua franca-indeed, the language originally called lingua franca- by the colonial interactions between the language of the colonizer and the colonized. This was a relation of power rather than trade. It is unclear who wrote the liner notes for Ramsa, though the 'we' suggests that they come from the group, but describing the language of Rhorhomanie as Sabir disavows the linguistic consequences of colonialism to assert a longer, and more egalitarian, heritage for the linguistic mixing on the album. Bhabha argues that: 'Hybridity is the sign of the productivity of colonial power, its shifting forces and fixities; it is the name for the strategic reversal of the process of domination through disavowal (that is, the production of discriminatory identities that secure the 'pure' and original identity of authority ' (1994: 159) .
The claim that the language mixture used on Ramsa is 'Sabir' is an assertion of such subaltern hybridisation.
This linguistic mixing is also the language of the Beurs themselves as second-generation There is a further way of thinking about the productive hybridity of the rhorho language.
Frantz Fanon suggests that: 'To speak means to be in a position to use a certain syntax, to grasp the morphology of this or that language, but it means above all to assume a culture, to support the weight of a civilization ' (1986: 17) . He writes also that: 'Every colonized people [...] finds itself face to face with the language of the civilizing nation, that is, with the culture of the mother country ' (1986: 18) . He argues that the taking on of the colonizer's language 'whitens' the colonized. But this, of course, is metaphorical. The colonized takes on the language and culture of the colonizer but, as Taha points out in the quotation above, the colonized continues to live in his or her skin. In some countries the negative term for such people is 'coconut'-black on the outside and white on the inside. What is more significant, and in tension with this exoticism, is the emergence of a hybrid national narrative that turns the nostalgic past into the disruptive 'anterior' and displaces the historical present-opens it up to other histories and incommensurable narrative subjects. This was the music of the first generation of post-war Algerian migrants to France.
'Ya Rayah' is one of Dahmane's best-known songs, a classic among those for whom it was written. It is a song of sadness and loss. The traveller, the migrant, is told that their journey will end in failure and exhaustion. It is a song of disillusionment and disappointment. More, it can be understood in terms of the Algerian Arab notion of mehna. Tullia Magrini explains this concept:
One of the recurrent themes of the female lament is the mehna, a polysemic concept operating a rather explosive alliance in the experiences of pain and pleasure. The root MHN in Arabic evokes the idea filling something up until it cracks and overflows. It refers to the force-feeding of suffering, but also of love and alcohol. The trials recalled, of different origins, are always excessive. (Virolle 2003: 222) Mehna describes that exquisite moment of excess when pain and pleasure spill into each other.
'Ya Rayah' suggests the experience of those migrants who went to France for work hoping to find riches and return to their villages in Algeria only to discover that they were trapped in a cycle of hard and unrelenting grind for little profit. These were the people who found themselves living in the bidonvilles and the banlieues. These people are the parents of the Beurs; the Beurs themselves are Sayad's 'sociological bastards'. 'Ya Rayah' is the wail of anguish of the Beurs' parents. For Taha to rework this song, and to do it in a updated form that is best described as rai, is a similar travesty for his own parents' generation as Carte de Séjour's revisioning of 'Douce France' was for those French who were emotionally connected to the Second World War.
generation or so later. Oran has a more cosmopolitan history than Algiers and rai has always had closer links with Western popular music. Looseley writes that:
Raï began in and around Oran at the turn of the century as part of a popular oral tradition and by the 1960s was celebratory acoustic music. Then, a new generation began fusing it with Western pop, which was flowing into the country after independence in 1962. (2003b: 51) While the influence of Western music on chaabi was mostly confined to instrumentation, rai, while remaining acoustic, increasingly included Western rhythmic and melodic influences. Two decades later, as Chris Nickson tells us:
In the early 1980's, Algerian producer Rachid Baba Ahmed revolutionized the rai tradition by deploying electric guitars and basses, keyboards and drum machines. This plugged-in makeover of a previously acoustic tradition transformed rai into a youthful sound, much like rock in the West. It is a 'music of return.' In fact, rai music allows the immigrants to carry out the 'myth of return' that is often impossible to realize. This is possible since rai in Paris often operates as a 'musical metaphor': from the love for a woman to the love for the immigrant's homeland. If the chaabi texts tell about the problems of immigration, rai texts remind the immigrants why they abandoned Algeria, the people that they love in Algeria, sometimes the Algerian youth. Therefore rai music confirms to be an important tie between immigrants and Algeria, a tie that may live again through rai music. The lyrics tell a story about an Arab sharif, driving a Cadillac, who refuses to allow his people to play rock music. Instead, they play a localized version on local instruments. The music is banned using Islam as the justification: 'By order of the prophet/We ban that boogie sound'. The music is coming from the casbah so the sharif orders his jet fighters to bomb it.
However, the pilots start enjoying the music instead. Donald A. Guarisco explains that:
The lyrics, penned by Joe Strummer, were inspired by a news report of Iranians being flogged for the crime of owning a disco album and create an amusing fantasy where a disco-hating sharif is defied by everyone from the citizens to his own air force as he tries to stamp out 'that crazy Casbah sound'.
(2012: para. 1)
The lyrics express the class oppression against which the Clash fought, but this time in an Arab country. The lower classes, living in the casbah, enjoy the popular music; the sharif dislikes it.
The song also signals the impact of American neoimperialism. Casbah' acts as a source of anamnesis reminding both the French and the Algerians of their shared colonial past and the bloody transgressions that they also share.
There is a twist in this story. As I have mentioned, the Clash were an important group for Taha. Abdel-Jaouad remarks that: 'One of Taha's biggest influences was the Clash's lead singer Joe Strummer ' (2010: 130) . Taha went to see the group when the Clash played a seven-night residency at the Théâtre Mogador in Paris in September 1981. More, he took with him a demo tape of tracks by Carte de Séjour which he managed to give to the group. As he tells it:
'They looked interested,' remembers Taha, 'but when they didn't get in touch, I thought nothing of it. Then, a few months later, I heard Rock the Casbah.'
He cackles mischievously. 'Maybe they did hear it after all.' (Lewis 2007: para. 2) Taha is on record with many versions of the story. So, perhaps there is another history for 'Rock
The Casbah', one where the song's genesis lies not in the first place in Strummer's concern about oppression in Iran or in his reaction to something that the Clash's manager Bernie Rhodes had said (Salewicz: 310) , but, rather, in now unknown tracks by Carte de Séjour. Perhaps here we have a narrative of unthinking colonial appropriation-or, at least, another tale of inspiration being drawn from the colonial experience. Perhaps this is a narrative about postcolonial power, about an influential Western rock group looking for ideas for their next album and utilising, maybe unwittingly, ideas from tracks by a young Beur group who, at that time, had no recording history. In this case, Taha is not so much reappropriating 'Rock The Casbah' from its right- When you listen to 'Sandinista' or 'London Calling', there were many musical expressions that came from all over the world. There was the electronic spirit, the trance, the rock, all kinds of things. It was like an Arab grocery, where one can find all kinds of things to eat and drink. (Bottenberg 2005: para. 18) This seems to be how Taha sees Carte de Séjour's influence on the Clash. At the same time,
Taha sees himself as a rebel in the same way that Strummer did. The difference being, and it is crucial, that Taha has a subaltern, colonial background. There is a sense in which the track now has no origin, or two, colonial and subaltern-or, better, simply postcolonial. 'Rock El Casbah' is a product of the postcolonial presence in France; and it is a track made for dancing.
In this essay I have argued that the hybrid quality which marks Taha 
